The three poets named in the title above oppose this love of abstraction. Though Professor Tontiplaphol doesn't refer to the New Historicism, one of her goals seems to be to put its "touch of the real" on their poetry by relating it to "the luxury good -the real-world, marketplace embodiment of conceptual luxury" that "was an increasingly visible commodity in the early years of the nineteenth century" (29).
She is not the first to do so, of course. Diego Saglia's account of Romantic "luxury" ("Interior Luxury," Keats-Shelley Journal 52 [2003] ), for example, starts with eighteenth-century "debates on commerce, progress, luxury and the figure of the consumer" (Saglia 131). Instead of "luxury," however, Tontiplaphol prefers the adjective "luscious, a word whose etymological links" are "to lush, plush, delicious, lascivious, and of course, luxurious," because it is "uniquely suited to an aesthetic defined, paradoxically, by great wealth in little space"; hence "the term 'luxury' in her title refers to "the experience of a packed luxury (that is, circumscribed sensory excess)" in a poem (7).
Tontiplaphol begins with Keats's "material sublime" and his preference for a "a Life of Sensations rather than Thoughts" and then adds the sense of space articulated by, among others, Rachel Crawford (Poetry, Enclosure, and the Vernacular Landscape, 1700 -1300 [2002 ). "To 2 Crawford's list of prominently petite Romantic-era places," Tontiplaphol adds "the city shop and the bourgeois residence" (18). She traces "affinities among Keats's luscious settings, the goodspacked shop interiors that introduced British consumers to exotic new worlds, and the middleclass notion that a richly appointed home, however small, not only signified but engendered both psychological and financial security" (18). Like Saglia she focuses on Keats's sonnets, Lamia, Isabella, and the Eve of St. Agnes, but she begins with "Imitation of Spenser" and uses Endymion, Hyperion, and the great odes as well to show how Keats used the "textual enclosure" to "forge an alternative reality, a new place to live" (9,8).
Keats's primary image, though, is not the "forge" but the spider web of the soul, the "tapestry empyrean" richly woven with symbols, softness, space, and "Luxury" (letter to Reynolds Readers expecting Tontiplaphol to begin with the Keatsian luxury of Hopkins's early poems, however, will be surprised. "Since Hopkins destroyed much of his own juvenilia," she claims, "we lack in his case the kind of early touchstone afforded by Keats's 'Imitation of Spenser' and Tennyson's 'Timbuctoo' " (139), poems which reveal a "shared text-as-space philosophy at the heart of both" (80). But Hopkins saved copies of the poems he burned, and since 1930 readers have been finding Keats evoked by his early poems. For Gerald F. Lahey, the "rich luxuriousness" of Hopkins's "A Vision of the Mermaids" made it an early touchstone (to use Tontiplaphol's term) that for Lahey sometimes "breathes of Spenser, other times of Keats" (Gerard Manley Hopkins [1930] , 11). In Ford's opinion, "The Escorial" (a poem cited by Tontiplaphol, 156) illustrated "the most obvious borrowing from The Eve of St. Agnes" (175) . In my own study, I argued that Hopkins's early poetry, especially "A Vision of the Mermaids," "Spring and Death" and "Il Mystico," is "more indebted to Keats than that of almost any other Victorian poet" ("Hopkins and Keats" 34). Much more recently, in a whole book chapter on Hopkins and Keats, James Najarian has shown that the first stanza of Hopkins's early "Habit of Perfection" is based on a significant reading of Keats's "Ode on a Grecian Urn" (Victorian Keats [2002] , 117-118).
Yet those who find a Keatsian strain in Hopkins's early poetry do not usually see it sustained in the later poems. Najarian, for example, argues that in "Spring" and "God's Grandeur" the "Keatsian geography of the desire-filled bower is built and then denied or emptied out" (124).
Tontiplaphol disagrees. In doing so, she aligns herself with critics such as Josephine Miles, who contended that "Hopkins never did get over Keats" ("The Sweet and Lovely Language" Kenyon Review 6, [1944] , 355). Miles's opinion was ultimately shared by F. R. Leavis, even though -as
